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SCULPTURE IN SICILIAN MUSEUMS.
ON travelling through Sicily in the spring of last year, I studied as
carefully as my time allowed the classical remains in the museums of Palermo,
Girgenti, Catania and Syracuse, and in the lack of any general catalogue of
those antiquities and of any accessible information concerning them, the
following notices accompanied by a few sketches from photographs I was able
to take may be of slight service. I only wish to speak of the more
important objects that, as far as I know, have not yet been at all or sufficiently
published. Valuable as these objects are, I have been greatly surprised at the
paucity of literary reference to them. The coin-collections and the architec-
ture of the island have been carefully studied and written on: but an
Englishman might seek in vain for much enlightenment in the archaeo-
logical publications of Sicily itself concerning its other antiquities. The art-
journal entitled La Sicilia artistica ed archeologica refers almost entirely to
mediaeval and modern paintings; and has published nothing classical except
the Venus of Syracuse with two or three other statues of the goddess.
Possibly the Bulletino della commissione di Antiquita e belle arti di Sicilia
may have contributed much to classical archaeology, but unfortunately nothing
of this publication is to be found in England except an isolated number of the
year 1864 in the British Museum Library. There may be some important
notices in such works as Politi's Viaggiatore in Girgenti, or Bartel's Briefe uber
Calabrien, or Parthey's Wanderungen durch Sicilien, but I have not been able
to find these books in any of our libraries. Serradifalco's Antichild di Sicilia
is mainly architectural, with a few valueless references to works of sculpture.
The metopes of Selinus and the Venus of Syracuse are the best known objects
of these museums, and these have been frequently and carefully published;
and the Hippolytus-sarcophagus in the Cathedral of Girgenti has been
sufficiently described. The few scattered references in archaeological journals
of Germany, France or Italy to the Sicilian museums will be mentioned in the
course of this paper: the most important is the description of the vases of
Palermo by Heydemann, in the Archaeologische Zeitung of 1870, who visited
the museum in 1869 when it was scarcely put into order. The inscriptions of
the island have been collected in the Inscrijotiones Graecae Siciliae et Jtaliae
recently edited by Kaibel.
Among the works of sculpture in the Museo Nazionale of Palermo there
is little that belongs to the archaic period besides the metopes of Selinus.
These are too well-known to need description, and the recently discovered
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metope was found after I had left the island. Certain terra-cotta male and
female heads are worth noticing, that were found at Girgenti, and have not
yet been published so far as I am aware: they are of the middle archaic style
and some of them show the ' Doric' or ' Peloponnesian' treatment of forms,
but one or two the softer ' Ionic' or Eastern manner that is illustrated also
by another head in the museum—a terra-cotta female head from Selinus with
earrings in the ears. We may suppose that at Acragas, as again in Cyprus
and Rhodes, the two styles were simultaneously in vogue, and the just
mentioned head from Selinus contrasts with some other heads apparently of
FIG. 1.
the same origin in the room of the metopes, that show a Peloponnesian style
and expression and belong to the archaic and transitional periods.
Of fifth century sculpture, the museum possesses three works of consider-
able beauty and interest, placed along the right wall of the large court:
(a) A statue restored as Hermes, somewhat under life-size, holding a purse
in his uplifted right hand : but the body has nothing to do with the head, being
of different and much later work and of different marble. The hair is compressed
by a very close-fitting pileus, and the whole countenance with its sombre express
sionand Peloponnesian forms reminds us immediately of the Doryphorus type.
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We are struck with the severely drawn lines of the cheek-bone, the great
breadth of cheek and head and the largeness of the chin. The line of the
eyebrows is well marked but scarcely curved; the ear is free of the surround-
ing hair. Approximately one might assign the head to the earlier decades of
the last half of the fifth century.
(b) A votive relief showing the nude figure of an Attic ephebos, who
holds in his right hand a cloth and oil-flask—the signs of the palaestra; the left
arm is enveloped in a chlamys, aud his left hand rests on his hip (Fig. 1). The
surface of the centre of the body and of the right arm from the middle of the
forearm downwards has been broken away and restored, the restoration being
certain because the objects which his right hand held are still preserved on the
relief. The representation may be illustrated from other grave reliefs; but
this possesses a special interest because of the remarkable resemblance of the
figure to the well-known Hermes on the Ephesian column. The outline of
the figures would be exactly the same if the head of the ephebos were looking
up instead of down, if his left foot were placed more freely and lightly on the
ground, and if he held the KrjpvKelov instead of the oil-flask and cloth ; the
congruity of the two prove the wide prevalence of a certain type. But the
Palermo relief is of higher beauty; the torso shows, though in a subdued
degree, the grand manner of the Parthenon sculpture, and the surface,
with the exception of the part about the juncture of the right arm and the
right breast, is very warmly wrought. The upward spring of the lips and the
curve of the eyebrows remind us of the features of the Eros of the Parthenon.
The nose and the upper part of the skull are modern, but enough of
the countenance is preserved to display the moving grace of the Attic
expression.
(c) A relief-slab, sixteen inches high and twenty broad, uninscribed, and
containing a rather doubtful representation : a tall female figure in a Doric
diploidion, and with such an arrangement of drapery as to recall the works of
the earlier Pheidian period, is pouring a libation to a man on the right, who
wears a chiton and cuirass and bears a shield on his left arm but whose head
is missing : above her is a Victory flying towards him. On the left of the scene
are smaller figures—a woman, and a man clad in a himation that leaves most
of his breast bare, and holding up his right hand. I am not sure of the
'provenance'of the relief; if it comes from Athens it would be natural to
interpret the taller personage, who is certainly a goddess, as Athene, though
she has no other appropriate attributes but the maidenly costume : and it is
probably no divinity or hero whom she is greeting with the wine but a
successful general on his return, a Pericles or Cimon. It would be scarcely
antedating the relief to refer it to the time of Cimon's victories, for the style
of the transitional period appears in Athene's face, in the great breadth of her
cheek, and the faulty rendering of the profile of the eye. If some such
explanation as this that I have suggested is correct, the occasion must have
been a great one that was thus commemorated. Among the interesting group of
votive or commemorative reliefs published by Schone there is none that offers
a close parallel to this scene, although its spirit is quite in accord with many
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of those in which Athene appears in various intimate and friendly relations
with her citizens. In many of them the winged Victory is with the goddess
and stretching forth her hand or a garland to a victor, only never flying above
the head of the goddess as in the Palermo relief but poised above her hand as
in the chryselephantine work of Pheidias, from which the type of the goddess
in that series of works is usually derived.
Near to this relief is another tablet, said to have been brought from
Athens and containing an inscription and relief, that in all probability com-
memorates like the last some victory: the inscription is a decree in honour of
Leochares, son of Chares from Apollonia, and the style of writing belongs to
the fourth century. Above the inscription on the left a female figure is
represented who appears to be decking a trophy or perhaps writing on a
monument. On the right is a seated male figure, probably Demos.1
The museum possesses four striking works of Alexandrine sculpture :—
(1) A marble figure of Hypnos that deserves to be better known through
proper publication (Fig. 2). The statue stands nearly by the centre of the right
wing of the first court, and there can be little doubt as to its right designation,
for the head is crowned with a chaplet of poppies, half concealed in the hair
and not very visible from below. By a correct instinct the restorer has placed
the head upon a body that may have belonged to a statue of Hypnos, for part of
the torch is ancient, and the whole pose is very like that of the Pio-Clementino
statue given in Clarac (Musie de Sculpture, pi. 762, No. 1860). But the body
of the Palermo statue has nothing to do with the head, which is of quite
different marble, and perhaps three centuries older, and of exquisite Greek
work, while the treatment of the body is hard and cold. The face is dreamily
serious, the head is slightly drooping sideways and the eyes half closed : the
lips are rather full and broad; the whole surface is. very warm, and some of
the forms, for instance the right ear, are rendered with the rarest delicacy.
These qualities of the sculpture and the large oval contour lead me to assign
the head to the early Alexandrine era : and to consider it the earliest surviving
representation of Hypnos in sculpture—earlier than the bronze head of the
British Museum, of which the forms are sharper and thinner, and in which
the idea is more vividly and less profoundly expressed. The sculptor of the
Palermo Hypnos has dispensed with wings, and in rendering the character of
Sleep has relied upon the poppy crown, the subdued expression, and the pose
of the head. The features are well preserved, but the lower part of the nose
is modern : the length of the head is about 6 | inches.
(2) A grave-relief from Athens, containing the form of a young boy, who
holds a curiously shaped toy in his left hand, and in his right holds out a bird
to his dog, a shaggy terrier. The smiling face shows the softest Attic grace
and expression, and the body which is naked is excellently modulated without
any trace of hardness except in the rendering of the feet. The style belongs
to the early Alexandrine period, and the work deserves reputation as one of
the earliest that has dealt successfully with the forms of childhood.
1
 This inscription is strangely omitted by Kaibel in his Inscriptwnes Graecae Siciliae ct
Italiac. I cannot 6nd any publication of it.
U.S.—VOL. XII. K
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(3) With this may be compared another work in the museum, a broken
torso, perhaps of the child Eros, another specimen of excellent Alexandrine
work.
(4) A bronze of Heracles with the Kerynean stag, of very vigorous and
robust forms, but not very finished workmanship: the face is skilfully
modulated.
FIG. 2.
Of the sculptures of the Roman period some may be singled out as
possessing a special interest through their more or less near relation to
Pergatnene style or motives. Such are :—
(1) A relief-representation of a combat between the Gauls and the Greeks,
which, as far as I can find, has not yet been punished, and which is not
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mentioned by M. Reinach in his series of articles on Les Gaulois dans VArt
Antique} It is unfortunately set so high on the wall that I was unable to
obtain a successful photograph of it: but the following is a brief description
of the groups. At the right and left extremity of the whole scene are
two male figures erect and wearing the Gallic tunic, possibly captives, or
rather, as their hands do not appear to be bound, personifications of the
conquered country; next to each of these and also taking no part in the action
is a wo'man, the one on the left in the customary attitude of mourning, bringing
her left arm across her breast and raising her right hand to her face as she
looks down and away from the scene, the other on the right with her hands
folded in front of her and her head raised and turned towards the battle which
she watches without any particular show of emotion. These two figures
resemble each other on the whole though their drapery is rather
differently arranged, the woman on the right being draped more in the later
Pheidian fashion. Her whole form and expression remind us of the
' Thusnelda' of Florence,2 except that her feet are not crossed ; and the pensive
attitude had become typical for the woman of the conquered barbarian land
as in the statue described by Aldrovandi3: ha i capelli lunghi e il capo appog-
giato su la man manca, mostrando mestitia. By the side of the women are
pitchers turned over on the ground. We have then a tnMie of Greek
horsemen and Gallic warriors who carry the spear and the oval Gallic shield,
of whom some are erect, some struggling on their knees, and two recumbent
under the horses. The work may be of the first century A.D., but there is
nothing Roman in the details; and older motives that belong to the Pergamene
age have survived in the representation: one of the kneeling figures re-
sembles the kneeling Gaul of Venice, and another reminds us of a wounded
Gallic warrior on the sarcophagus of Amendola4; the recumbent bodies appear
more or less as they are found on the sarcophagus of the Campo Santo of Pisa,
and in looking at the warrior threatening the horseman on the right one may
remember the giant on the Pergamene frieze who is withstanding Zeus ; but
no form on the Palermo relief has preserved so much of the Pergamene style
and expression as the central barbarian whose left knee is on the ground, and
whose shield is raised over his head to defend himself from the horseman's
blow : his eyes are deep-set and his brows knit, and the wild hair and the
wrathful features are like those of the giant's head from Trebizond in the
British Museum.
(2) An oval medallion about three feet high representing in relief a
barbarian with wild hair and expression, looking up as though at some enemy
above him ; his body is preserved as far as the beginning of the thighs; he
wears a cloak buckled over his shoulder and he carries two spears. His face,
partly covered with moustache and whiskers, is of a more than usually ferocious
type; his eyes are very deep and the bone and flesh of the forehead projects
over them, and the mouth is wide open.
1
 Revue Archeologijur, 1889 and 1890. 4 The central figure kneeling beneath a borse-
- Baumeister, No. 235. man, rofePl. x-xii, xxiii. in Revue Archiologique,
3
 Revue Archeolog. 188P, p. 19. 1888.
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(3) A monument of greater interest than these, and standing in a closer
relation to the Pergamene school, a statue representing a youthful companion
of Odysseus in the clutches of one of the dogs of Scylla (Fig. 3). The inter-
pretation is proved—if at first it might seem doubtful—by traces of the fins that
must have spread themselves from Scylla's waist and appear on the neck of
her hound. At first sight of the Palermo work, I was reminded of the ' Milo'
in the Torlonia Museum, and felt sure that the name of this latter statue and
the tree in which one of his hands is caught are due to the folly "of the
restorer. And I have afterwards found that this very close affinity of the
Palermo and Torlonia statues had been already established by Schone in the
Archaeologische Zcitung 1870, S. 57, who publishes an engraving of the latter
and a slight sketch of the former (Taf. 34).1 He has also noticed another
head in the Palermo Museum which almost exactly corresponds to a head in
FIG. 3.
the Villa Albani, both belonging to the same representation of Scylla and the
companions of Odysseus.2 A few remarks may be added to his notice and
criticism. From the literary notices that Schone collects, and from the
surviving fragments of various representations of the same subject, we may
conclude that there was an archetype group of some celebrity. And there can
be little doubt as to the main forms of i t : we must imagine the upper body
of Scylla towering above the hounds and their prey, as the centre of the whole
1
 When Schone saw the Roman work in 1869
it was in the Villa Albani, and was neither
designated nor restored as Milo ; it was then
transferred to the Villa Torlonia, and defaced
by the evil genius of restoration that has pre-
sided over that collection. The absurdity has
since been exposed by Schreiber, Arch. Zcit.
1879, p. 63.
2
 Cf. also the head at Hannover, sketched in
iliUh. d. deutsdi. Inst. 1889, p. 163, recognised
by G. Treu as belonging to the representation
of the same subject.
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the figures of the Palermo and Torlonia collections must have been on the
right extremity of the group; the left being perhaps occupied by the bearded
Fin. 4.
FK,-. 5.
man whom Scylla has clutched by the hair, the figure of which the heads at
Palermo and Hanover showing the hand of Scylla are fragments. This re-
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construction is guaranteed partly by the necessities of the case, but chiefly by
thelmportant marble in the University Galleries of Oxford, which has been
accurately described by Michaelis (Ancient Marbles, p. 549), and of which
engravings are here given (Figs. 4, 5) : and with this we may also compare
the representation of Scylla in Mon. dell' Inst. iii. 53, and in Mitth. d. dent,
hist. 1889, p. 162. The original we must suppose then to be a large
group of free sculpture with picturesque episodes, and with something of
the same general character as the group of the Farnese Bull. The small
Oxford copy was evidently intended to decorate a fountain, and the subject is
an appropriate one for the purpose, but that this was also the purpose of the
archetype we have no sufficient reason for saying, as the passages in ancient
writers that refer to well-known representations of this theme contain no such
allusion. But we have reason for believing that the original work—whatever
was its destination—was an achievement of the Rhodian-Pergamene school.
In the first place, the youthful figures of Palermo and the Villa Torlonia—as
a glance at the accompanying figure will show—forcibly remind us of the pose
and motive of Laocoon : in the next place, the well-known style of that school
appears in the head and body of the Palermo statue, in the large surfaces of
the pectinal muscles, in the treatment of the wavy hair, in the violently
wrought features and the vehement expression. The other head in this
museum, closely akin to that in the Villa Albani which used to be
called Thersites, has been with some probability attached by Schone to this
group; the expression is yet more violent and approaches the barbaric, but
still shows a general resembance to that of the Laocoon. Both the Palermo
fragments are of the Roman period, but the Torlonia statue is still later and
of worse execution, showing however the same dramatic and pathetic qualities
of sculpture. And we cannot trace the subject far back into the older
periods of Greek art: for we cannot say that the Scylla of Nicomachus was a
representation that included the companions of Odysseus. Again, we have
certain a •priori reasons—whatever the weight of such reasons are—for
attributing the subject to the above mentioned school, as one, if not invented
by them, at least congenial to them : we have other instances of their skill in
dealing with the personifications of the sea, as for instance the Triton of the
Vatican; and the subject in question admits of that vehement expression of
mere physical pathos which they loved.1 We find a Scylla with hounds
around her waist and serpent legs on a vase from Pergamon now at Berlin.2
Thus it may be more than a mere coincidence that the same representation on
an Etruscan cinerary urn 3 has a formal resemblance in outline to the group
of Laocoon, and in details to some of the groups in the Pergamene giganto-
machy.
(4) A small relief containing the figure of a youthful giant with both
1
 The description of the bronze statue of 2 No. 2894, Bcschreibung dcr Vasensammlung
Scylla in the epigram Anth. Pal. ix., r6aaov im Antiquarium.
iicutaeUi, "rioaov K6TOV hmia <paii>ei, would appZy 3 Vide Mon. dell. hist. iii. 53, and Bau-
to such a work as we might expect from the meister, No. 1762.
Pergaraene school.
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hands uplifted and serving as an architectural support: he has serpent legs,
and the style of the Pergamene school, though much debased, appeal s still in
the torso and the face.
(5) A small statue of Heracles wearing the lion's skin as a helmet, and
holding the apples of the Hesperides; many parts of it and especially the
arms have beeu restored. The rendering of the face shows a faint impress of
the style of this school.
(6) A mosaic containing a very striking bust of Poseidon with his trident:
he has the wild hair and expression proper to the later type : also a head of
Helios crowned with rays. The countenance is full of passion and shows
a development of the type seen on coins of Ehodes.
Of the later Roman period and of general affinity with Alexandrine themes,
the following are noticeable : (a) a youthful satyr pouring a libation, a copy of
an early and much imitated work; (b) a relief of comparatively good style
showing the sleeping Ariadne in the pose of the Vatican and Torlonia statues,
attended by a boy Eros, revealing her to Bacchus who must be supposed to be
coming from the left, while a fawn is looking towards the approaching god,
and a maenad is shaking her crotalos over Ariadne ; (c) the Zeus-statue of
Tyndaris, described by Abeken and Overbeck1 and over-rated by both; there
is a certain simple grandeur in the arrrangement of the drapery, but the
rendering of the body is very coarse and dull. It is Greek marble worked
from a good original but in the Roman period.
The vases in the Palermo Museum have been described by Heydemann
in three papers of the Archaeologische Zeitung (years 1871 and 1872). I will
only mention a few important representations which do not occur in Lis list,
and which perhaps have been added since his visit to the collection : (a) A
black-figured vase on which Heracles is represented carrying the Cercopes on a
pole over his shoulder, while Athene behind is holding out her aegis and
encouraging him. (b) A black-figured amphora- showing Heracles with the
dead boar which he holds in the usual fashion over Eurystheus who has retired
into the well, (c) A red-figured crater, of fine fifth century style, containing
a group of Dionysos and his maenads with Eros : it is one of those vases that
as regards the treatment of the drapery and features might illustrate the style
of Polygnotus. The figure and countenance of Eros are very striking : he
stands with one foot raised as if he were buckling his sandal; there is an
unusually profound expression in his face.
Of the sculpture and vases at Girgenti nothing as far as I can learn has
been published except the well-known sarcophagus of the Hippolytos-repre-
sentation that stands in the Cathedral. The small museum contains some
vases, and one important work of sculpture : of the former I can only mention
a black-figured crater with white marking of the flesh on which the struggle
of Peleus and Thetis is represented, and a red-figured vase with the finely drawn
figures of Dionysos and Hephaestos, the wine-god leading him on the ass back
1
 Vide Annali dell' hist. 1839, p. 63, and Overbeck, Kunst.-Mythologic, Bd. i. p. 132
(with sketch).
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to Olyrapos. The work of sculpture deserves to be known, and I regret that
I could not obtain a photograph of it. It is the statue of a boy in the style of
the transitional period, closely resembling the bronze boy in the Louvre.1
The right leg is advanced and the right arm extended, but otherwise the pose
is stiff and constrained ; for the hips are parallel and the weight falls equally
on both feet. There is only a faint indication of the diaphragm and the ribs
but the rendering of the large surfaces of the breast and of the muscles about
the hips is excellent. The hair is bound in a fillet and shows the imitation
of bronze work as it falls in parallel vertical spirals over the forehead, leaving
both ears free. The head is somewhat four-square : the centre of the face a
long oval: the cheeks are very broad and the chin large : the line of the lips
is straight and the lower lip slightly flattened outwards : the eyes are very
narrow and long and the lids not very prominent.
The collection of the Catania Museum has little of value compared with
those of Palermo and Syracuse. Among the vases a fine red-figured oinochoe
is of interest, showing the representation of the pursuit of Ganymede by Zeus.
The god bears a sceptre and wears a fillet and chlamys: a slight touch of
archaism survives in some of the details, as for instance in the beard of Zeus,
but the drawing and the articulation of the flesh show the power and freedom
of the best fifth century style. There are few works of sculpture of importance.
I observed some terra-cotta heads of the archaic period, and the sensuous
' Ionic' style, and a good bronze figure of fifth century work, a goddess with
an arrangement of drapery that resembles that of the Guistiniani Vesta.
The Polyphemos relief, described in the Archaeologischc Zeitung? is of late and
coarse style: the faces of Odysseus' companions, as well as the face of Poly-
phemos, show something of the wild ' gigantesque ' character in the forms and
expression. Worthy of notice also is a fragment about four inches high of a
head of Heracles with the lion's muzzle on the top. It has some resemblance
to the head of the Glyconic statue, and the great breadth between the eyes,
its corrugated forehead and hollow temples are forms common in works of the
Pergamene sculpture.
The Museum of Syracuse is perhaps richer than that of Palermo in
classical remains, but there has been even less record of it. Among its
most interesting acquisitions in recent times are some fragments of sculpture
brought from Africa—when or from what site I was unable to discover:—
(1) A very archaic head of a goddess wearing the polos, with hair
arranged over the forehead in a row of small circles and falling down over the
shoulders in two knotted plaits: the expression of the fleshy face with its
staring eyes is like that of the archaic head from Ephesos in the British
Museum.
(2) Near this a colossal veiled head—perhaps of Demeter—but so
defaced that I could not decide upon its age, though I was led to think it
archaic: it is adorned with a stephane and anthemion, and shows traces of
1
 Given in OverbecV, Oeschichte des Gricch. Plastik, vol. i. p. 179.
" 1871, p. 126.
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red paint: the centre of the face is very flat, and rather falls in, the chin is
long and the sockets of the eyes very large: some recognisable Demeter-faces
of the fourth century B.C. display such forms.
(3) A large female head about 12 inches high and 16 deep, a fragment
of a colossal statue of Athene, as the helmet is visible, below which a mass of
hair appears marked in faint rippling lines and almost hiding the ears. The
face is a broad full oval outline, and the treatment of the flesh shows the soft
Asia Minor style of the Alexandrine period; and the type seen in some heads
from the Mausoleum is shadowed in the forms of its mouth and chin and in
the parts about the eyes. The head is turned to one side with a slightly
sentimental effect.
(4) A head of Zeus-Aminon, that might be of the fourth century, and if
it were not so injured would take a high rank among the representations of
the god, for this subject is exceedingly rare among the marbles of a good
Greek period : the depth of the head is almost as great as the height (the
proportion being about 13 inches to 14); the forehead and the eyes conform to
the type of the Zeus heads of the fourth century ; and apart from the horns
one cannot detect much of the character of the ram-god : the mouth is partly
open, but the teeth scarcely appear, nor is there any of that sensual or bizarre
expression apparent which marks the later Ammon-heads. There is some power
of thought in the face, and on the whole the rendering shows an Attic hand.
Of the other works in the museum I can say nothing about the
' provenance.' The archaic period is represented by some terra-cotta figures
showing for the most part the stiff, sharp forms of the ' Peloponnesian' style
 :
a large female head wearing the stephane with purple-coloured hair drawn
in zig-zag lines is a conspicuous instance of this manner, the forms of the face
resembling those of the 'Apollo' of Tenea. There is also an archaic marble
statuette of a priestess in the same pose as the greater number of the statues
found recently on the Acropolis. Nothing is to be found in the museum
except among the coins that belongs to the Pheidian period, but there are a
fair number of good Greek works of later schools, of which the following is an
account:
(1) A torso of about 16 inches, a part of a male figure wearing a himation
that passes round the middle of the body and is gathered in under the left
shoulder : I seemed to discern traces of a staff here, and the body inclines to
the right; it may then be an Asclepios or an Athenian citizen in the attitude
seen on many reliefs and in the Parthenon frieze. The rendering of the flesh
is very warm and soft, and shows good fourth century style.
(2) A charming Greek head in limestone, about 3J- inches high, bound
with a laurel crown, of high oval contour and very pure expression, perhaps
a head of Artemis.
(3) A statuette of a maiden, unfortunately headless, but with great
beauty of drapery : her left hand is placed on her hip: she wears a long high-
girdled chiton with himation, and the drapery is almost transparent, sis is the
fashion in early third century work, but the older style appears in the columnar
folds of the left side.
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(4) A striking terra-cotta figure of Eros, about five inches high, in an
attitude that probably reproduces a work of great sculpture : he is shooting
upwards into the air towards his left, as though Zeus were his mark : the red-
or pink-coloured chlamys over his left shoulder recalls the lyrical passage
of Sappho, the forms of his breast and torso are almost feminine and the
hair is a luxuriant mass.
(5) The Aphrodite of Syracuse, the only well-known work of the museum,
upon which a few words may be allowed here : the workmanship of the very
warm and soft surface is entirely Greek, and the articulation of the lower part
of the torso is skilful: the marble has been polished, but does not seem to
have been worked over by a later chisel. As regards the motive, the idea of
the Cnidian original has in the main been preserved with some alterations;
it would seem that the right hand was lifting a strip of the drapery across
her breast, as certain signs may be interpreted as traces of the drapery between
the breasts and of the fingers that touched the left breast.
Of the Roman period there are two very noticeable works that it would
be a gain to publish well:
(1) A head of Poseidon of great power and expression and of wholly
Greek treatment of the forms, though the surface does not show the warmth
of pure Greek work; the long and flowing hair rises up over the fore-
head and falls in partially severed masses, as though matted with the sea-
water : there is an immense protuberance of bone in the centre of the
forehead and the eye-sockets are very deep, as in the Pergamene type of the
water-gods : the depth of the head is great and the skull is almost concealed
by the hair, only that the outline of it is indicated by the pressure of a fillet:
the expression is wildly excited.
(2) A small archaistic relief of good Roman work, representing the
Indian Dionysos, with stiff Oriental curls and a touch of Oriental form; the
lower lip is strangely protruding and the forehead is prominently barred;
the effect of the head is partly un-Hellenic, and the expression rather sensual.
L. R. FAKNELL.
